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incubo1d demon while a stallion, with eerily blazing eyes, thrusts his head
through the curtains hanging behind the couch. (For possible interpretative
approaches to such proto-Freudian motifs, see my review ofN. Powell, Fuseli:
The Nightmare, in Burlington Magazine,July 1976.) In the case of Goya, I find
another significant omission: his first venture into la brujeria, his large canvas
of 1788, San Francisco de Borja Exorcising a Demonized Dying Man (Valencia,
Cathedral). As I have previously shown (Goya: Revista de Arte, August 1981),
Goya's first confrontation with such "demonic" imagery-unmistakably
"exorcistic" in this case-had been derived from crude prints illustrating
the popular versions of the Ars moriendi.
No matter: Davidson's fact-filled survey remains a wonderful introduction
to an exciting field much in need of further iconological reconnaissances.
Ergo, Professor Davidson, may we have another book from you now-one
showing the later course of witch works in nineteenth· and twentieth-century
art? We can use it.
John Moffitt
New Mexico State University

Murray Roston, Renaissance Perspectives zn Literature and the Visual Arts,
Princeton University Press, 1987.
Along with the advent of the "new historicism" in Renaissance studies
has been a growing parallel interest in the interart relationship. Over the
past several years new interdisciplinary studies on the complex relationship
between art and literature in the Renaissance have emerged. Roston's
latest work is one of those new studies. Roston has already published
two other books on Renaissance literature and art, one on Donne and
another on Milton. This third book follows the earlier two works in
being an important but perplexing study. In this "Introduction," he admits
that such studies have been looked upon in the recent past with suspicion
and that his study will do much to correct the superficial and sometimes
impressionistic approach of older scholars, such as Wylie Sypher or
Mario Praz. In a brief nine pages Roston tries to explain his theoretical
approach as constituting "a process of inferential contextualization" (6)
that will correct those who simply define a spirit or theme in an age
and then proceed to find parallels in art and literature. According to
Roston, knowledge of stylistic changes in the arts and the historical reasons
for them can provide clues to literary interpretation. Arguing that a
writer need not know any specific art work or artist because that writer
can share in the same historical pressures that created change, Roston
analyzes literary works from Chaucer and the mystery play through
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Spenser, Shakespeare, and on to Herbert from Roston's "perspective"
of a synchronic Zeitgeist.
In the first chapter Roston tackles the critical debate over an allegorical
or a realistic reading of Chaucer by showing how paintings of the Adoration
of the Magi reveal a significant change from being unmindful of spatial
or temporal distinctions under traditional medieval allegory to revealing
a new concern for depicting more realistically the things of this world.
This change reflects the replacement of the older medieval concern over
concupiscentia oculorum by a newer and growing interest in the physical
world-hence the duality of allegory and realism in Chaucer and his con·
temporaries. Here, Roston's approach opens up new ways in which one can
explain major cultural shifts by fruitfully bringing together art and literature.
In a chapter on "The Ideal and Real" Roston explores the shift from
medieval concerns for things otherworldly to the new humanistic interests
in the phenomenal world as "a source of intellectual and spiritual nourishment for the soul seeking after the divine" (83). Roston sees a parallel shift
in the arts where a new apprehension of the divine through worldly realities
is made possible by the new perspective. Similar developments appear in
Sidney and Shakespeare where there is a union of the ideal and real. In the
new Neoplatonic allegories of the pagan gods and subsequent paintings
Roston finds the key to Spenser's repudiation of the new realism in
preference for an older, more medieval approach to reality that will allow
him to distinguish reality from appearances. In the fifth chapter Roston
perceives a parallel between the Renaissance artist's development of multiple perspectives or narratives and the development of the main plot and
subplots in the drama. Roston's chapters on Shakespeare, prose, and Herbert
establish potentially significant parallels between art and literature that can
illuminate both.
On the one hand, this is an important and valuable study in that it
synthesizes the older tradition of literary interart approaches and an older
tradition of art history while striving to delineate a new approach to the
interart problem. This might prove particularly useful for those who want
to learn more about interart relationships and do not have the necessary
knowledge of art history. On the other hand, Roston's study would better
serve the reader by being more current on the scholarship of art history.
Just as literary studies have and are undergoing changes brought about by
different critical and theoretical concerns, so too have similar changes come
(although more slowly) to art history. Roston overlooks innumerable art
historical studies that well might have supported some of his potentially
significant generalizations and conclusions. In particular, a stronger grounding in art history would have allowed Roston to delineate more concretely
the historical contexts that created the pressures for changes in style and
to move his study away from a slightly formalist approach. For example, the
admirable discussion of the new concept of space and time adapted to the
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Christian vision and emerging in late medieval painting and the mystery
plays would have profited from the work on Jan van Eyck of Lotte Brand Philip,
Carol J. Purtle, and Robert Baldwin, among others. Similarly, Roston's
attempts to correct the older view ofWolfflin do not acknowledge the seminal
work ofJohn Rupert Martin. I suppose one of the difficulties for any person
undertaking a significant interart approach is that of mastering two fields .
Nevertheless, Roston's study, well written and lucid, illuminates a complex
problem and cannot be adequately summarized in a brief space. He moves
easily from art to literature and vice-versa as he brings together a complex
of ideas in theology, philosophy, mythology, and hermeneutics in order to
explain particular problems in art and literary works. While looking back
at older approaches, his study generates the potential for new approaches
and should be read b y any person with a serious interest in the relationship
between Renaissance art and literature.
Eugene R. Cunnar
New Mexico State University

Peter Lindenbaum, Changing Landscapes: Anti-Pastoral Sentiment in the English
Renaissance, University of Georgia Press, 1986.
Without being excessively inaccurate, one might claim that Professor
Lindenbaum seeks to demonstrate that Dr. Johnson's opinion of the pastoral
as "easy, vulgar, and therefore disgusting" was in fact shared by such major
Renaissance practitioners of the pastoral as Sidney, Shakespeare, and Milton.
More accurately, however, Lindenbaum's purpose is to show that the writers
in questions respond negatively to the pastoral ideal as annunciated by Virgil
and Sannazaro and "announce their opposition to the kind of life it is
necessary to picture if one is to write pastoral at all" (ix).
The first chapter, "Pastoral and Anti-Pastoral," establishes the argumentative arena, using Virgil and Sannazaro as primary definers of the pastoral
world and establishing the fields of Arcadia, the Golden Age, its Edenic
Christian parallel, and otium. "An anti-pastoral attitude marks a commitment
to talk about man as he is and not as he might be in some perfect moral
state" (17) and therefore is to be seen as "more than an exclusively literary
phenomenon" (18). Rather, Lindenbaum argues, the anti-pastoral represents
a major moral and intellectual thrust of the English Renaissance. Of course,
the pastoral itself makes inevitable or contains the anti-pastoral; Lindenbaum,
however, sets the inevitable anti-pastoralism in specific and illuminating
authorial context. Moreover, he ends the chapter with the useful qualification that "what I am calling the 'anti-pastoral' throughout this study might
as easily be called 'pastoral' simply defined" (21).

